If actors on a theatrical stage drop their lines or miss their cues or run into the furniture, they have no choice but to improvise if they want the performance to move forward and affect the audience in a positive way. It is no different on cultural stages. If students are to learn from intercultural experiences, to potentially contribute in positive ways to intercultural understanding and forge relationships in the places they are visiting, it is important that they, like actors, learn to improvise, critically analyze, and engage in self-reflection.
During summer 2000, we launched a project to explore the relationship between performance studies and intercultural studies. Kathleen Juhl is a member of the theatre faculty and Sue Mennicke is Director of Intercultural Learning at Southwestern University, a small liberal arts college near Austin, Texas. Together we collaborated on the curriculum for a summer program called Arts in London. Kathleen traveled with the group of students to London and acted as on-site instructor. Sue participated in program planning but did not travel with the group. Our goal was to thwart the expectations of the students going to London for four to six weeks. Our assumption was that students interested in such a program probably would know about the cultural richness they would encounter in London: the theatre they would see and the art museums they would visit; the history, architecture, and music they would encounter; the rich social and cultural scene they would be stepping into. They probably also would know something of the lower drinking age, the pubs, the clubs, the nightlife. They also might know that London is a place to consume sights, sounds, smells, and cosmopolitan culture. With myriad places to shop, it is a consumer's heaven. However, we did not want the students to go to London simply to consume it, to hunt for commodities and not critically and reflectively examine their experience as participants in the London scene. Our premise was that if we asked students to become "performance ethnographers" in this international context we might provide an antidote to this consumerist tendency. Through using performance studies methodologies, we thought it possible to encourage students to see themselves as performers of cultural identity, as "participant-observers" 1 in a new cultural environment, and thus to approach their experiences in London with intellectual rigor and self-reflection.
Encouraging students to focus more intensely on the process of performing cultural identity is unusual for traditional study abroad programs. Our focus in this direction was intentionally broad because the intersection between performance studies and intercultural learning provides myriad avenues for exploration. The way that intercultural learning is put into practice by study abroad professionals is often centered on the practical: How can we help students learn a new culture? What are the tools one needs to successfully overcome culture shock? What is the best kind of preparation for entering a new cultural situation? The focus sometimes becomes one of accomplishment and mastery, rather than improvisation and play. Improvisatory learning and playful exploration are implied on one level, but there remains the sense that the job of the interculturalist is to provide a how-to list for cultural adjustment. Using the concepts and methods of performance studies as part of the process of cultural adjustment lends a new perspective to the intercultural learning experience. The focus on the learner's agency as performer and observer within these performance studies frameworks dovetails beautifully with the interculturalist's goals of competence and adjustment to the new environment. We wanted the students to view their experience as ethnographic fieldwork in a sense, and to treat that "fieldwork" as "performance" which, Margaret Thompson Drewal writes, means placing the emphasis on the participant side of the participant / observer paradigm; breaking down the boundaries between self and other, subject and object, subjectivity and objectivity; and engaging in a truly dialogical relationship with our subjects [or subject, i.e., the London scene] of study so that both researcher and researched are coeval participants in performance discourse. (11) What made our Arts in London program different from the host of other short-term study abroad programs in the city was our requirement that students look at everyday cultural events and not only notice differences, but also notice their role in the cultural interplay and how their presence would affect events. This adventure underlined the incredible importance, in fact the symbolic nature, of the small everyday inconveniences and pleasures of intercultural experiences-the narrow aisles in grocery stores, the dearth of peanut butter, the global proliferation of Starbucks and McDonald's. What a scene we had created that first afternoon. What rich material for the first formal class the next morning, where my dogged determination to use bell hooks's notion of "engaged pedagogy" and a performance studies approach to the program could be put into action:
Kathleen's Journal-Peanut Butter

On our first afternoon in London, those of us who had taken the trip to London banded together and went to a grocery store near our flats on Earls
Engaged pedagogy not only compels me to be constantly creative in the classroom, it also sanctions involvement with students beyond that setting. I journey with students as they progress in their lives beyond our classroom experience. In many ways, I continue to teach them, even as they become more capable of teaching me. The important lesson that we learn together, the lesson that allows us to move together in and beyond the classroom, is one of mutual engagement. (205) Intercultural programs are inherently "beyond the classroom," rich with lived experiences that teacher and students engage in together. I wanted to facilitate daily classroom discussions that would encourage students to see themselves as engaged cultural performers on the London scene. I wanted to circulate performance studies notions about the ways human beings perform in everyday life and affect the many participants they encounter in those everyday life scenes, as Goffman posits. I knew cultural gaffs and pratfalls were inevitable and I sensed that, collectively, the students would teach me many more lessons than I would teach them and that mutual learning would be ongoing. The scenes on Earls Court Road in those first hours in London became the running themes of engaged pedagogical material that I circulated with determination, despite frequent outbursts of protest and frustration from students who often simply wanted to have fun in London. I insisted on discussions, for example, that compared the grocery store scene with scenes in plays we were seeing. I wanted the students to see that characters in plays operate in a "scene" like the "scene" in the grocery store and that within scenes, characters in plays-just like performers in everyday life-affect those around them. Aristotle pointed to the mimetic qualities of drama: it imitates life. By continuously comparing the drama we saw in theatrical venues with the drama we experienced in London as our everyday selves, I was able to make dramatic theory more vivid and pedagogically viable.
The work of Bertolt Brecht provided an important theoretical backdrop for our work in designing this program and continued to provide a framework to address the kinds of problems we encountered early on, as illustrated by the peanut butter incident. Joseph Roach used Brechtian theory in a performance studies class he taught when he was at Tulane. Connected to his experience with this class, he writes: "The translation of the word Verfremdungseffekt as 'alienation effect' does Bertolt Brecht's theory of the theatre a disservice. Who really wants to be alienated? 'Making strange' or 'making new, even amazing' gets closer to the core of the idea." Roach wants to translate Verfremdungseffekt into "defamiliarization . . . with its reversible sense of making the familiar strange and at the same time, the strange familiar. . . . Defamiliarization is the enemy of habit-or of habitual ways of seeing things" (39). As did Roach, we wanted students to learn new ways of seeing, to get out of their habitual selves and "make new, even amazing" the London scene they were experiencing, even in mundane places like small, cramped grocery stores. Students in study abroad programs will do what they can to make the "strange familiar." In this sense, the danger of a college-sponsored study abroad program is that the students will socialize only with other members of their group and with their instructor. They will create home away from home, and avoid what is strange. They don't experience defamiliarization because they don't want to give up their "habitual ways of seeing things." Roach provided his students with defamiliarization experiences by asking them to become tourists in familiar places. His students took the prospective student tour of the Tulane campus. They then took guided tours of other places in New Orleans with which they were familiar. The students in our program expected London culture to be familiar, similar to culture in the United States, and in many places they found the familiar. But by foregrounding the students as performers within the culture of Great Britain, we hoped to emphasize that what they assumed would be familiar would often seem strange and amazing. Performing their American selves would not always be acceptable. London natives' reactions to them would not always be welcoming or feel comfortable. The scene itself-places of business, public transportation, the streets-would be strange to them. They would have to adapt.
The Intersection of Intercultural Learning and Performance Studies
Education abroad is often evaluated in terms of quantity of participation rather than depth of experience. Especially when considering education abroad and intercultural learning within the context of the liberal arts, attention to actual learning is critical. This learning is often slippery and does not lend itself well to easy quantification or evaluation. But this is the case with the liberal arts in general, and so it seems natural that the intercultural experience should mirror the dilemma. Clearly this process is difficult and requires sustained commitment on the part of students and faculty. But we were determined to use intensive intercultural learning as a guiding framework as we planned and executed the Arts in London program. The point was not simply to tally up a certain number of participants or to verify that students spent four to six weeks in London taking a particular course and attending specific excursions. Certainly these pieces form an important framework and are necessary building blocks for any education abroad program. However, it was the challenging work of helping students to grow in an intercultural sense, guiding them through the sometimes contentious waters of a new cultural environment and helping them come out the other side with newfound frames of reference, that formed the foundation of the program. The intersection between performance studies and intercultural learning methodologies drove our creative and pedagogical framework. We used the traditions of both fields to construct an experience which encouraged critical cultural analysis as well as self-awareness.
Many arts-based programs abroad do good work providing an overview of visual art, music, and theatre, and some even situate artistic production in interesting ways that challenge traditional notions of the consumption of art. However, no programs we know of challenge students to examine their positions within the production of art and the performance of everyday life within the context of London. This is the principal area in which we strove for a new program model: to set expectations through which students not only would learn about the arts and everyday life in London, but also would learn about their position and responsibility as players / performers. In short, we were asking the students to learn about and critically evaluate a new culture as well as to interrogate their own agency as performers in cultural situations in general. The intercultural environment provides an excellent testing ground for performance studies theory, and it was our goal to intertwine the aims of an intercultural experience framed in the academic context of the liberal arts with the selfknowledge assumed in a performance studies pedagogy. We wanted the students to discover what was strange in a Brechtian sense, to go beyond the familiar and the comfortable.
Points of Departure
The structure of the Arts in London program lent itself to group interaction. Students lived two to four to a room in program-sponsored housing. Each apartment had basic kitchen facilities, but there were shared bathrooms. Additionally, a computer room and shared lounge put students in a position to be continually interacting. Classroom space was close to the students' flats, and the professor lived nearby as well. Thus, the students' living and learning spaces were virtually one and the same, creating a fairly intense environment.
This sort of structure is not without its problems. Certainly, students are encouraged to be constantly engaged with the material of the course. However, when living and studying in such a close-knit setting, students also may become insulated from the cultural environment. There is a fine balance between over-structuring students' intercultural experiences and setting the stage for thoughtful and consistent reflection. It was in this balance that the Arts in London program hung, and it was precisely the tension found in this balance that created the energy of the performance studies approach to the experience.
The Arts in London program required students to take one of two courses or one course and an internship with a London arts organization. All of the students were required to attend theatre performances; those in the interdisciplinary arts course also attended music and dance performances and were required to explore museums. Students read the plays they saw if scripts were available and were given handouts on music and dance performances and museums. Guest lecturers also came to classes and prepared students for the arts experiences they would see and hear. The theatre course students were required to use Jim De Young and John Miller's book, London Theatre Walks, to explore the history of London theatre first-hand. All of the students were required to design, research, and complete "solo excursions" which involved traveling by themselves for at least two hours on public transportation or on foot to destinations of their choosing. The purpose of this assignment was to encourage the students to interact with local people and the London scene because they were traveling without their friends and classmates. This assignment was a key component of the program, allowing the students to engage in their roles as participant observers. Finally, students were required to turn in rather complex journal portfolios three times during the course. The assignment asked students to synthesize and analyze their experiences and adventures in the London scene. The students were often assigned specific topics for writing or came up with ideas as a group. They also were expected to include photographs, performance programs, brochures, newspapers, and other sources they found useful in interrogating and analyzing their experiences.
Joseph Roach has posited three questions "that students of performance ought to be ready to pose of any event: 'When is it?' 'Where is it?' 'What's happening?' In drama, the answers to those questions reside safely within the fiction of the play, and they may be answered by reading; in performance, they rudely spill out in the streets, and they must be answered by participation" (35). The course journals were more than simple records of experiences. They were portfolios in which we expected the students to answer questions like those Roach proposes and to participate in answering those questions as they experienced and participated in the streets of London and all that those streets had to offer. Victor Turner writes that "Social life . . . is characteristically 'pregnant' with social dramas" (11). We wanted students to participate in the social dramas that they encountered in London and not just consume them, as they might be allowed to do within the context of a more traditional study abroad program. These journal-portfolios recorded that participation, complete with illustrations-the students were prolific picture-takers. They were expected to take on a participantobserver role in all their dealings and encounters with the London scene. In the syllabus, along with assigning the journal portfolio, we detailed the role we expected them to take:
Have fun, take risks, watch and listen to as much as you can wherever you are. Check out the people sitting and standing around you in theatres and in the lobbies. Engage yourself with people other than those of us in the program. Become a part of the scene. Think of restaurants and streets and parks and pubs as performance spaces. What role are you playing in those places? Check out things that don't appeal to you at first. Work at understanding what you don't understand. Take a second look at things that scare or put you off. Participate in as much as you can. Be present to what you are experiencing.
In addition, Kathleen, the on-site instructor, consistently foregrounded the students' participant-observer role in class discussions. These discussions never focused solely on a performance or a visit to an art museum. Issues of participant observation, social dramas, ethnography, and the ways the students were engaging in and not just consuming the London scene were always the focus or subtext of these discussions. Informal discussions, held as Kathleen traveled around the city with students, also revolved around these issues. Performance studies and intercultural studies both place a premium on detail.
2 By asking students to see themselves as performers within the social drama they were participating in and by asking them to write about and document it with illustrations, we hoped that the details of everyday life in London would become just as-if not more-vivid, familiar, and amazing for them than the cultural artifacts they were experiencing.
By including the London Theatre Walks and solo excursion assignments, we provided opportunities for students to improvise performances of themselves and to explore with relative freedom a whole gamut of London cultural "stages." We were mindful as we developed the program that the ability to improvise without penalty, to try out new cultural selves and to make cultural mistakes, was a privilege we did not want the students to take lightly. We knew that this improvisational approach to learning should be playful and that we would encourage students to take risks as they explored London, but that part of their learning process in an intercultural context had to be recognizing the consequences of their actions (however well intended) and learning that they never could just "go into" a new culture, fiddle around with it, and then leave it behind. Our actions matter, and they affect others. Improvisational performance must be informed, clever, and compassionate.
Theoretical Backdrops
Dwight Conquergood, in "Rethinking Ethnography," is concerned, as were we, about the "politics of performance." He asks the following questions: "What is the relationship between performance and power? How does performance reproduce, enable, sustain, challenge, subvert, critique, and naturalize ideology? How do performances simultaneously reproduce and resist hegemony? How does performance accommodate and contest domination?" (190) . We wanted the students to consider carefully these ethical and political questions. We knew that they would need to acknowledge that they were world citizens as well as Americans, that they would encounter criticism for being Americans, and that they would also have to deal with criticism of US international policy as they interacted with the London scene. They would need to recognize their implication, as US citizens, in the problematic hegemony of globalized US culture. They would need to perform wisely in the midst of unpredictable, politically charged circumstances, and adapt. We hoped that by giving the students performance studies tools and insights with which to navigate the London scene, they would be better prepared to negotiate gracefully difficult situations in the London scene, whether ethical and political or social. Richard Schechner writes: "Although social scripts vary from culture to culture and epoch to epoch, there are no cultures or historical periods bereft of social scripts" (176). From one cultural setting to the next, the scripts change, even between two cultures, like Britain and the United States, that share a language and similar cultural values. Performance studies values these social scripts and their evolution from culture to culture. We wanted the students to value their experience with unfamiliar social scripts, improvise within them playfully and productively, and learn from them.
Carol Simpson Stern and Bruce Henderson connect art and life when they write that "performance incorporates a whole field of human activity. It embraces a verbal act in everyday life or a staged play, a rite of invective played in urban streets, a performance in the Western traditions of high art, or a work of performance art. . . . In all cases a performance act, interactional in nature and involving symbolic forms and live bodies, provides a way to constitute meaning and to affirm individual and cultural values" (3, original emphasis). We hoped that by weaving performance studies theory with theories and discussions of the way the traditional arts would affect the students, we had found a way to enrich their experience of both the traditional arts and their everyday cultural encounters. We wanted them to experience formal artistic performances and see themselves as performers on the stages of the everyday London cultural scene. Erving Goffman, in The Presentation of Self in Everyday Life, provides some definitions of interaction and interactional performance that are useful here:
An interaction may be defined as all the interaction which occurs throughout any one occasion when a given set of individuals are in one another's continuous presence; the term "an encounter" would do as well. A "performance" may be defined as all the activity of a given participant on a given occasion which serves to influence in any way any of the other participants. (15) The students would, of course, be in the continuous presence not only of each other but of the citizens of London, and they would be influencing each other and all the participants in the London scene. They would make an impact on their environment wherever they went.
Kathleen's Journal-The Stratford "Stage"
We all became performers on a field trip we took to Stratford-upon- 
As a result of the tour guide's enthusiasm for her job, I began to abandon my presumptions and realized-thankfully-that I just couldn't ask this passionate amateur historian what she thought about the authenticity of the historical sites. It was clear that the woman liked our group-a relationship had developed that everyone was enjoying. We were visitors in the guide's town. The students were beautifully performing the role of good tourists and I, in spite of myself, joined in. The tour was more than just looking at what really are rather hokey and problematic "historical" artifacts from the life of a man whose biography is sketchy at best. 4 The tour was a performance that involved a key relationship, that between tour guide and tour group. Had anyone questioned the authenticity of the Shakespeare artifacts in Stratford, it would have spoiled the performance of the guide, tripped her up on her own stage, and proven us to be very bad performers, indeed. The group had become part of the Stratford cultural stage, and the main action on that stage is welcoming and enlightening tourists.
During my previous visit to Stratford, I remembered my determination not to become one of those ignorant Americans being sucked in by consumerism and bad history. I was going to be not only an enlightened American but more enlightened than the British. Eleven years later, a PhD in performance studies under my belt and countless pages of feminist, poststructural, postmodern, critical race, and culture theory having passed through my mind, and having planned this course based on an active performative approach to its pedagogy, I had sense enough to realize that a citizen of Stratford had "busted" me with a fabulously convincing performance and a warm and amiable demeanor, and had created a lovely afternoon for the students and me. Suddenly, being with the guide and having a relationship with her, satisfying her need for interested and interesting tourists, was much more important than straightening out skewed history. The students didn't need to have their teacher point out to them the problems with tourist trap "history." Allowing them to expand their cultural competency through experiencing the guide's generous interest in them and her enthusiasm for her home and its history became the lesson for the day.
The Arts in London program naturally included reading and seeing performances of the works by the most canonical of the canonical-William Shakespeare. The value of the group's experience with a literary icon was enriched by our encounter with the tour guide. In fact, the production we saw of As You Like It on the major stage in the Stratford theatre complex was not very well done. The tour guide's performance was much more successful and compelling, and the subsequent class discussion in London focused more on the success of the matinee performance we had all helped to construct and the success of its starring player, with only a brief discussion of the unsatisfactory evening performance in the theatre.
Intercultural communication theory reminds us that what we experience as the "real world" is really an elaborate framework of constructed meaning: actions, words, and situations have meaning because we assign it to them. When actually functioning in an intercultural situation, this seemingly basic principle becomes befuddling, painfully apparent, and sometimes startling. The real work of improvisation begins when we experience the unexpected in another culture and realize that the usual constructed set of meanings does not function as expected. For an academic with an understanding of Shakespeare through complex theatrical, literary, historical, and critical lenses, Stratford is a tourist trap of the worst kind-a display of noncritical worship-for-profit through storytelling based loosely on fantasy, not history. Stratford participates in the continued canonization of Shakespeare but in the process provides a valuable site for the discovery of what anthropologist Mary Catherine Bateson has called experience worthy of canonization.
Performing Across Cultures
As our experience in Stratford demonstrated, intercultural studies can provide students with so much more than the consumption of interesting "stuff "-both material and experiential-in an exotic "foreign" environment. The really valuable "stuff " for the students involved in the Arts in London program was what they learned about themselves-both the looking in and the looking out, the etic and enic. In her article "Joint Performance Across Cultures: Improvisation in a Persian Garden," Mary Catherine Bateson describes an intercultural experience during which she found herself taking on multiple roles: anthropologist, ethnographer, invited guest, observer, mother (she had her two-year-old daughter with her), and teacher. During a research trip to Iran, she was invited by her hosts to witness the ritual sacrifice of a sheep in a formal Persian garden. Bateson's perception of her multiple roles became most clear to her as she attempted to interpret this sacred, culturally fascinating, yet requisitely bloody and potentially frightening event for her young daughter while at the same time maintaining a polite demeanor for her hosts. Bateson talks about the way the "dissonance" of her multiple roles in that situation allowed her to have an extra layer of awareness-"that the effect of being under multiple simultaneous role demands is to stretch awareness and to force you out of particular stereotyped interpretations of what is going on in a particular situation" (115).
Bateson calls this phenomenon "multiple vision" and encourages us to think of multiple role playing as a model for improving pedagogy, a way of seeing education as a process in which all the participants are teachers and learners simultaneously, sharing their "multiple visions" as they experience them. Multiple role playing demands improvisation: Bateson says of her Persian garden experience that "there was no previously-given set of rules for that improvisation. What I was doing was stringing together elements of previous knowledge in accordance with patterns that I did have in advance. . . . We have components and we have rules for combining them, but we generate novel performances" (116). Bateson's performance in the Persian garden involved "sustaining a joint performance" with the other actors in the cultural scene. Similarly, we wanted the students to learn to sustain joint performances with the people they would encounter in London or in places like Stratford, to see their everyday encounters as joint performances in which they were negotiating the world as if they were actors. Consciously structured into class discussions was a critical analysis of Bateson's framework for playing multiple roles. The students, though often resistant to analyzing their experiences in these kinds of complex ways, were often extremely insightful about how they were doing just that.
Bateson connects performance to intercultural education. She also extends this connection into the ways we perform in everyday life and the ways life "performances" are based on codes and patterns but are always improvised in the moment: "You have to begin performing a role before you learn it and the learning never ends" (118). Connected to her interest in the ways the concept of performance can enrich our understanding of human behavior, Bateson proposes introducing a "canon of human experience," something like a canon of great books, into education on all levels. She says that we cannot teach people about other cultures. Students need to experience those cultures, to improvise, to use their existing codes to negotiate new codes of culture and human behavior. We must improvise, reinvent, and juggle multiple roles constantly. Intercultural education programs are, of course, ideal contexts for this kind of learning. Because negotiating everyday life in an unfamiliar culture is so full of unfamiliar circumstances, we might posit that intercultural education is, essentially, an "improvisational art form." Here, disciplinary knowledge is subsumed under the necessity for performative negotiations, for engaged learning.
Students experiencing a new culture cannot, of course, learn the entire canon of experience that it might present to them-every new gesture, move, speech inflection, and point of etiquette. This is why the general work of culture learning is so important in advance of-and during-the intercultural sojourn. In the spirit of bell hooks's engaged pedagogy, students must confront fully the rich new cultural texts they encounter. There is little point in trying to learn all the facts of a new culture. True, knowledge of the host culture is important, and one should never stumble into a new cultural situation without knowing something about its context. However, the process of culture learning is much more participatory than the activity of simply compiling data, and, in the end, it is much more liberating.
A greater exchange of people between nations, needed as that may be, carries with it no guarantee of increased cultural empathy; experience in other lands often does little but aggravate existing prejudices. Studying guidebooks or memorizing polite phrases similarly fails to explain differences in cultural perspectives. . . . Useful as all these measures are for enlarging appreciation of diverse cultures, they fall short of what is needed for a global village to survive. What seems most critical is to find ways of gaining entrance into the assumptive world of another culture, to identify the norms that govern face-to-face relations, and to equip people to function within a social system that is foreign but no longer incomprehensible. (Barnlund 37) It is not enough to know facts, and it is certainly not enough simply to "show up" in another culture. Improvisation is critical to an engaged understanding of the world around us, and it is a productive way to learn and to be successful in a new culture. "Going native," or transparently and seamlessly blending into another culture, is the earnest study abroad student's dream. Few experiences are as exhilarating as taking on a new personality and set of behavioral characteristics. After spending some length of time in a culture, it is not uncommon for sojourners to believe that they truly have adopted the host culture. On the one hand, the willingness to participate so fully is laudable. On the other, the expectation that we can erase a lifetime of experience and competent performance of our own cultural codes is unrealistic. Additionally, the belief that one could so smoothly take on the intricacies of a new set of cultural codes smacks of (usually unconscious) ethnocentric arrogance and a paradoxical exoticizing or simplification of the "other" culture.
Kathleen's Journal-On the Underground
In this case, Adrienne may simply have built a British "self " that she crafted to resolve some of the dissonance created by the American group set in relief against the British background. Had she had the time to continue this performance she most likely would have been disappointed at not being accepted as British by the Brits themselves. This swing of the pendulum away from the native self in an attempt to adapt is not all bad, but the performance usually cannot be sustained for long, and often results in a stagnated learning process. Thus, the balancing act is a tricky one, between improvisation and trying out new selves and owning our own "assumptive world." Molly's more complex response in her determination to be a competent worker in British society, and her understanding that the real value was inherent in the process rather than the ultimate success of her attempts, exemplifies the kind of rich response that is possible when students own and reflect on the heightened awareness made possible by a performative understanding of intercultural experience.
We have stated in several ways that the intercultural learning experience is largely about the discovery of the self as it plays out in unfamiliar environments. This concentration on the self certainly has the potential to become self-congratulatory narcissism. Related to the dangers inherent in "going native" and the accompanying simplification of culture is the overindulgence of the ego's reaction to an unfamiliar context. "This really is about me and my relationship to the world" is an excellent starting point for the sojourner. Hopefully, the intercultural studies / performance studies approach we took pushed students to realize, in fact, that this was not about them as a centerpiece of the experience regardless of their seemingly profound journey of self-discovery. It was about beginning to engage with cultures and spaces that operated separate from the students and which included a wide and complex cast of characters.
Sue's Journal-Interrogating Intercultural Experience
In the course of interviewing students for this paper after the conclusion of the program, I heard stories that echoed the transitions I felt when I was abroad for an extended period as a student. During interviews, what I noticed 
Rehearsing for Joint Cultural Performances
Sandra Bell and her co-authors, in "Teaching in Environments of Resistance," state: "In contrast to traditional liberal curricula and pedagogies, critical, feminist, and antiracist pedagogies are designed to disrupt the canon of the academy in order to bring about social change." Bell, et al. cite Chandra Mohanty's "actively transforming knowledges," which "help move students from reflection to action" (23). It was our aim in designing the Arts in London program to provide students with experiences that would force them to face difference, to experience differentiation, and to become aware that the core of education is not about learning facts and having experiences, but about becoming aware of yourself in the world. Likewise, we wanted the students to understand that much of what you learn in another culture is about the relationship between yourself and others in the world, and that if approached in a critical and thoughtful way, this kind of embodied learning is difficult.
Successful intercultural experiences move students away from ethnocentric assumptions about the world. We were determined to encourage students to play their roles in a new culture as though they were rehearsing for a joint cultural performance. The question Bell, et al. ask so clearly concerns how we get American students raised on liberal individualism, who assume its truth and moral imperative, to shift away from the perspective of their own experiences. How do we get them, instead, to rehearse joint cultural performances? How can they become competent cultural improvisational performers mixing and combining codes and structures to create new improvisations, to develop new interpretations, to produce new knowledges, to juggle multiple perspectives at once and to see the juggling as playful and not frightening? How do we encourage students to think about their intercultural experiences as "knowledge production"? Jill Dolan beautifully summarizes the concerns and dream we had for the 2000 Arts in London program:
I'm concerned with how ideas extend somewhere outside this marketplace. I'm concerned with linking knowledge to bodies and therefore to history and materiality, to specific locations and contexts in which bodies and ideas move. I'm concerned with the contributions we make to producing knowledges that matter. (11) This paper represents our beginning attempts at exploring the potential of combining performance studies and intercultural studies in the development of a pedagogy for intercultural, experiential learning. Exploration of identity is central to both fields. Through the interactions that we had with students as we were envisioning and enacting the Arts in London program and through our conversations with students after they returned home, we are convinced that students indeed did attain a heightened awareness of their intercultural experiences and of themselves by being encouraged to see their interactions with unfamiliar cultural stages as performative and as improvisational. They were able to connect their experiences to the specificity and materiality of the local scene as actors and to see themselves as knowledge makers, as cultural contributors rather than merely consumers of culture.
Kathleen Juhl has taught acting, voice and movement, the Alexander Technique, and performance studies at Southwestern University in Georgetown, Texas, since 1987. Sue Mennicke is Director of Intercultural Learning at Southwestern University, where she has worked since 1995. In her capacity as director, she works with education abroad, off-campus study in the US, and international students at Southwestern. Sue serves on several national boards and is currently co-principal on a Mellon funded, multi-institutional project examining the intersection of the liberal arts and international education. 2. Culture learning and cultural adjustment processes always begin with attention to detail. Theorists who discuss these concepts and processes (e.g., Bennett, Hess, and Kohls) emphasize the need to be aware of the small, seemingly banal details that make up normal everyday life. Performance studies theory puts a high premium on detail, whether on careful analysis of poetic rhythm, structure, and language in the study of literature through performance or the analysis of pause, disfluencies, overlaps, and interruptions in the performative analysis of everyday speech or the study of myriad objects, movement, patterns, and relationships involved in cultural and social ritual (see Stern and Henderson, Gray and VanOosting, and Hopper) .
3. The London program took place before fall 2001. However, while we have been working on this paper, the events of September 11 and the war in Iraq have unfolded and have had significant effects on our own lives, on intercultural studies, and on the ways we think about and approach pedagogy and teaching. While we were writing an initial draft of the paper, we found a response to September 11 by a newspaper columnist in Austin, Texas, who wrote, "The most familiar things felt foreign" (Black) . Since then, the war in Iraq, the intensification of the conflict among Palestinians and Israelis, the unsettling situation in North Korea, and further conflicts in Africa, Latin America, and other parts of the world (or perhaps our heightened awareness of them) have, indeed, made the "familiar," the mostly unacknowledged assumption that "we are safe now" seem strange; we were removed, alienated from our American belief in "security on the homefront." We suddenly became aware that the privilege of those feelings of safety and security had probably been naïve, illusory, ephemeral. The scattered remnants of our pre-9/11 everyday lives force us to see that we are no longer entitled to be comfortably unaware of the ways in which American hegemonic discourse often eclipses the critical details and complexities of cultural contexts in other places, countries and cities to which we might travel or where
